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PROGRAM 
Two Elegiac Melodies, Op. 34 
Allegretto espressivo 
Andante 
Simfonija stigu orl,<estrim: Balsis 
Voices of Silence 
Voices of Life 
Voice of Conscience 
- Intermission-
Edvard Grieg 
( 1843-1907) 
Peteris Vasks 
(b. 1946) 
Symphony No. 6 in F Major, Op. 68, "Pastoral" Ludwig van Beethoven 
( 1770-1827) 
Allegro ma non troppo: The Awakening of Cheerfitl Feelings on 
Arriving in the Count1y 
Andante molto mosso : Scene by the Brook 
Allegro: Merry Gathering of Country Folk 
Allegro: Thunderstorm, Tempest 
Allegretto: Shepherd's Song, Happy and Thankful Feelings 
after the Storm 
'/1iis program was prepared with !he assiswnce of Sergey Khanukaev and Amy Lieberman-Roberts. 
PROGRAM NOTES 
Edvard Grieg 
Two Elegiac Melodies, Op. 34 
The melodies in Edvard Grieg's Two Elegiac Melodies for strings are 
borrowed from two songs, originally entitled "The Wounded Heart" and "Spring," 
in his Op. 33 set of twelve. The songs were composed sometime between 1873 and 
1880, the orchestral setting arranged in 1880. Both Op. 33 and the Elegiac 
Melodies were published in 1881. In stripping his songs of their words and 
transferring just the melodies into the orchestral medium, Grieg appears to have 
thought it necessary to slightly alter the titles in order to better convey the 
sentiments of the poems; "Heart-wounded" and "The Last Spring" give the two 
movements a more sorrowful mien- a last spring is certainly more lamentable than 
just any spring, and the expression "heart-wounded" would seem to personalize 
anguish beyond the more objective original appellation. 
The orchestral work was well received at its early performances; Grieg 
rer~" of a rendering at Weimar in 1883 that caused Liszt himself to grunt (a sign 
ol } oval), and the audience to burst into cries of "Bravo, bravo" while the piece 
was still underway. Apparently surprised at this Teutonic approval, the composer 
exclaimed in a letter: "And believe it or not, the Germans liked it! " The Germans 
weren't the only ones who liked it. Upon hearing the work for the first time, 
Debussy offered this piquant commentary, laden with a minor tautology and colorful 
analogy: "How melodious are the Two Elegiac Melodies for strings .. . With Grieg, 
the whole thing is stretched out like those all-day suckers one can buy at country 
fairs . [Each movement begins] with an innocent little phrase that is going to be our 
companion for the remainder of the piece. Along the way it runs into some lush 
chords with which it covers its nakedness." 
"Heart-wounded" presents the same basic melody-lifted almost without 
-change from the original song-thrice in succession. The tune appears first in the 
violins, with cadence points that seem both sudden and emphatic; then in the 
sensuous cello, accompanied by classic eighteenth-century gestures, harmonically 
tailored to the Romantic idiom; and finally the melody returns to the violins, but 
now doubled at the octave for a climatic and expressive effect. The double basses at 
last sound in full force for this final reading of the melody, adding to the sense of 
fulfillment. 
In "The Last Spring," the basic melody is presented only twice, owing to its 
greater length and more expansive reach. Again, the tune is lifted without alteration 
from its original source, although here material that was originally spread between 
the piano accompaniment and vocal part is blended together. The second setting of 
the melody begins more sparsely orchestrated than the first, and the temporary 
pulling-back of forces here counters the steady increase in expressive intensity of the 
first movement. There are moments of "The Last Spring" that seem redolent of 
w~"ner, particularly the overture to Lohengrin, a quality that Liszt would surely 
l ppreciated. 
Peteris Vasks 
Simfonija sfigu orl,<estrim: Balsis 
In his music, the Latvian composer Peteris Vasks has continually sought to 
convey a palpable message, and to embody the spirit of the Latvian people. Given 
to writing programmatic works sensitive to the plight of his countryman, Vasks asks: 
"Is there any point in composing a piece that only mirrors our being one step away 
from extinction? To my mind, every honest composer searches for a way out of the 
crisis of his times-towards affirmation and faith." Eschewing the esoteric 
abstraction of serialism and atonal music, Vasks aims his music towards the listener, 
endeavoring to show them not only something beautiful, but also something 
meaningful in an extra-musical sense. Robert Reilly informs us that, "Vasks writes 
traditional tonal music of soulful beauty that both laments the suffering of his 
country and celebrates its enduring spirit." 
Balsis (Voices) is a work that seeks to express the struggle and essence of 
the Latvian people. It was composed between 1990 and 1991 when the Baltic states 
were undergoing a painful and bloody separation from the Soviet Union. In penning 
a work that cries out from under the thumb of communist oppression, Vasks joir 
the company of composers such as Messiaen and Shostakovich, who wrote under 
similar duress. The composer tells us that "blood was flowing in the streets of 
Latvia and Lithuania [as I wrote the work] ... The symphony speaks of my essential, 
most meaningful themes. About life. About eternity. About conscience. I wrote it 
with love and faith." 
Vasks offers this stark, often-impressionistic account of the work's loose 
narrative: 
l. "Voices of Silence." Listening in the infinity ofa 
starry night. A string choral of infinite stillness. A 
sense of gentle sadness over the unchangeable 
transience of time, an overture to what follows. 
2. "Voices of Life." Intended as a grandiose 
depiction of nature awakening. Birdcalls. The birds 
are like beauty, like a symbol of being. The sun rises, 
but perhaps a child will be born. Celebration, yet still 
in a minor mode. Is this my own peculiarity, or much 
more a characteristic quality of my people, who have 
had so little chance to live in freedom? 
3. "Voice of Conscience." The return to reality. We 
live at the end of the 20th century. An ecological 
catastrophe threatens. There are tanks, missiles. 
Suppressed peoples. Direct questions for you and 
me, for us all. Approaching darkness. A vision of 
extinction. 
Ludwig van Beethoven 
Symphony No. 6 in F Major, Op. 68 "Pastoral" 
There is a much-celebrated scene in Abel Gance' s 1937 epic film Un 
Grand Amour de Beethoven in which the composer, waking up one morning to 
discover he is deaf, wanders out into the majestic and sprawling meadow to find 
comfort in nature. As he surveys the country scene, the music of the "Pastoral" 
Symphony begins to pipe into his deadened ears, and we are meant to assume that 
this is the point of inspiration for the Sixth Symphony. Although this scene is, of 
course, not entirely accurate, it does convey an important aspect of Beethoven's 
character: his abiding love of nature and tendency to retreat to it. During the 
summers, he abandoned the bustle of Vienna for the more placid surroundings of 
Hetzendorf, Dobling, or Heiligenstadt. One of the founders of the London 
Philharmonic society, who had known Beethoven personally, remarked that "Nature 
was almost meat and drink to him; he seems positively to exist upon it." Another 
friend commented, "He loved to be alone with Nature, to make her his only 
confindante." Fulfilling his role as a progenitor of Romanticism, Beethoven had a 
r;P" rence for the natural world that would take root in the l 91h century composers' 
ining of nature. 
Gance's scene is also not so far off in its depiction of the Sixth Symphony's 
connection to Beethoven's tragic disability. Written mostly in 1808, the work is in 
fact thought to have been inspired by the woodland environs ofHeiligenstadt; it was 
there six years before that Beethoven had written his famous Heiligenstadt 
Testament , in which he came to grips with his devastating hearing loss and resolved 
to heroically carry on. The return to rural innocence that the Sixth Symphony 
evokes would seem a welcome therapy for Beethoven in the wake of the serious tum 
his life had taken, as reflected in the traumatic nature of works such as the Fifth 
Symphony, the composition of which immediately preceded that of the Sixth and 
' which was premiered alongside the "Pastoral" Symphony on December 22, 1808. 
The program of the symphony follows in a long history of"pastoral" works 
that depict country scenes of shepherds and shepherdesses, and are well represented 
' in the works of Handel, Haydn, Mozart, and other composers; Beethoven's 
achievement beyond the standards of the genre is usually measured in his ability to 
evoke this sort of scene without language. The programmatic aspect of the Sixth 
Symphony made a significant impact on the subsequent generation of composers; 
confirming Beethoven's import·ance as a proto-Romantic. Mendelssohn remarked 
that it was entirely impossible to avoid narrative issues in the music of a post-
Beethovenian world. As the "father" of program music in the nineteenth century, 
however, Beethoven set a very specific precedent by noting in the published score of 
1809 that the movement headings indicate only "expressions of feeling" rather than 
precise narrative depiction. (One might consider how far certain Romantic 
composers strayed from this original proscription, recalling that Richard Strauss 
once boasted he could musically depict a tablespoon.) 
The structure of the symphony has always been noted for its five-
ement fonn, unique among Beethoven' s symphonic output. The "added" 
movement, if one must identify one, is the fourth, which has the most specific 
narrative function in its depiction of a storm through thunderclaps from the timpani 
and lighting flashes from the strings. In fact, the fourth movement, which grows 
organically from the third, can just as easily be viewed as transitional material rather 
than its own autonomous movement-it is its programmatic title that sets it apart 
rather than its musical events. The rest of the symphony is filled with the strains of 
piping shepherds, the occasional bird song, the undulating of brooks, and the lilting 
melodies and bass drones suggestive of folk idioms; Beethoven paints his rural 
scene with broad strokes. Indeed, there is both an expansiveness to the music, 
especially in Beethoven's writing for strings, which is suggestive of wide meadows 
and skies, and a seeming uniformity of musical material, save the violently 
disruptive storm, which evokes the static and cyclical quality of country living. 
- Michael Nock 
MEET THE CONDUCTORS 
Andre de Quadros completed his undergraduate studies at the Bomb~" 
School of Music and at the University of Bombay. He continued graduate studi 
La Trobe University, the University of Melbourne, the Universitat Mozarteum in 
Salzburg with a DAAD (German Academic Exchange Service) scholarship, and at 
the Victorian College of the Arts . Professor de Quadros studied violin with Adrian 
de Mello and conducting with distinguished conductors Joachim Buehler from 
Germany and Robert Rosen from Romania. 
As a conductor, Professor de Quadros has conducted many major choral 
works as well as standard works of the symphonic repertoire, together with 
premieres of new and unusual music. Among his many awards is first prize in the 
Australian National Choral Championships. He has taught conducting in Germany, 
Singapore and Indonesia, with notable engagements including the Prokofiev 
Symphony Orchestra (Ukraine), National Youth Choir of Great Britain, Baden-
Baden Philharmonic Orchestra (Germany), Shiki Daikunokai Choir and Orchestra 
(Japan), Penang State Symphony Orchestra and Chorus (Malaysia), the Japan 
International Youth Musicale, the Nusantara Chamber. Orchestra (Indonesia), and 
the State Philharmonic Orchestra oflrkutsk (Russiaf In 1998, he gave a highly 
successful concert with the Moscow State Radio Symphony Orchestra, which was 
broadcast worldwide and released on CD. He also conducted the New Monash 
Orchestra on its first tour of Vietnam and Malaysia, including an acclaimed 
appearance at the Hanoi Opera House. 
Professor de Quadros, who comes from Goa, the former Portuguese 
possession in India, maintains a strong professional connection with Asia, 
representing the region as a board member of the International Federation for Choral 
Music for Asia. His former position was as Director of Music Performance at 
Monash University, Australia, where among other responsibilities he directed the 
orchestral and choral programs. In the fall of2001, he became Professor of Mt" · 
and Chair of the Music Education Department at Boston University. 
Adam Ackerman is currently pursuing a Master of Music degree in 
orchestral conducting at Boston University, where he studies with David Hoose. He 
recently received a Bachelor of Arts degree in music from the Florida State 
University School of Music, graduating cum laude. While earning his 
undergraduate degree, he studied orchestral conducting with Alexander Jimenez and 
choral conducting with Andre Thomas. Mr. Ackerman has conducted student 
ensembles on several occasions, including a performance for the Tenth Biennial 
Festival of New Music at the Florida State University School of Music. Tonight 
marks his debut with the Boston University Chamber Orchestra. 
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October 20-24, 27-28 
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Music of War, Resistance, Hope 
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November 3 
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William Lumpkin, conductor 
Tomer Zvulun, assistant director 
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